The frescoes of the Man of Sorrows and the lamenting Virgin in the church of Saint Demetrios at Markov Manastir (1376/77) are depicted in the western part of the naos, which is a departure from their usual location in the sanctuary. The paper, therefore, looks at the location of these frescoes in the context of the entire fresco program at Markov Manastir. What is distinct is a conceptual link between the frescoes in the sanctuary and the depiction of the Dead Christ and the Virgin on the western wall. The relationship between the Incarnation and the death of Christ is considered from a theological and liturgical standpoint. Related examples of icons whose iconographic and thematic solutions share the same conceptual tenets are also analyzed, as well as the influence of the texts read during the Passion Service on the placement of the frescoes of the Dead Christ and the Virgin.
picted in the western part of the naos. This feature makes the frescoes a seemingly lonely example in Orthodox Christian medieval art. The waist-length fresco-icons of Christ and the lamenting Virgin are depicted in the spandrels of the arch above the western doorway in the wall between the naos and the narthex. The accompanying inscriptions read: I(HSOU)S H(RISTO)S and MH(TH)R Q(EO)U. Although the Man of Sorrows and the Theotokos are associated in a number of earlier frescos, these do not seem to have been of crucial importance for the conception in Markov Manastir. 3 Scholarly research has pointed to similarity in composition between the frescoes in Markov Manastir and some much earlier diptychs showing the Dead Christ and the lamenting Virgin. 4 A remarkably close analogy is offered by a diptych from the Monastery of Meteora dating from the third quarter of the fourteenth century. 5 For further examples of this similarity in icon painting, we may turn to a late thirteenth-century icon of the lamenting Virgin from the Tretyakov Gallery in Moscow, 6 or to the one at Benaki Museum in Athens, dating from the third quarter of the fourteenth century. 7 According to Maria Vassilaki, both icons originally formed part of diptychs with the Man of Sorrows on the other panel. 8 The Man of Sorrows in Markov Manastir followed the firmly established iconography of the subject. The waist-length figure of Christ is depicted with his arms crossed, head leaning on the shoulders, and the cross behind his back. The main feature of the expressively rendered figure is the intense modeling of the body with an accent on the anatomy of the chest. Apart from the above-mentioned diptych from the Metamorphosis monastery at Meteora, 9 comparable stylistic elements are noticeable on an icon from a private collection in Athens (c. 1400) 10 and the Poganovo icon (c. 1400). 11 They all were produced in the workshops in Western Macedonia in the anti-classical style.
The location of the Man of Sorrows and the lamenting Virgin in the fresco decoration in Markov Manastir is a departure from its usual place in the sanctuary. The image of the Dead Christ in the prothesis, occasionally with the Theotokos as its counterpart in the diakonikon, primarily carries Eucharistic symbolism. 12 Therefore, the most recent identification of Christ as the Man of Sorrows above the entrance to the prothesis in Mile{eva, put forward by Branislav Todi}, is of decisive importance as this appears to be the earliest example in Serbian and Byzantine wall predella of poliptych which is kept in Muzeo Nazionale di San Matteo, cf. van Os, The Discovery of an Early Man of Sorrows on a Dominican Triptych, fig.14c . The most representative is considered to be the central part of the Pala d'Oro in the church of San Marco in Venice. This panel, a work of Paolo Veneziano and his sons, painted c. 1343 sets the Man of Sorrows between the Virgin and John the Theologian, cf., van Os, op. cit. 72. 5 Xyngopoulos, Buzantinai eikonej en Metewroij, 35-45; Belting, The Image and its Public in the Middle Ages, 109; idem, An Image and its function in the liturgy, 7-8; P. Vokotopoulos, Ellhnikh Tecnh. Buzantinej eikonej, Athena 1995, fig. 123-124. 6 Vizantiia. Balkany. Rus. Ikony konca XIII -pervoi poloviny XV veka. Katalog vystavki. Gosudarstvennaia Tretiakovskaia galereia. K XVIII Mezhdunarodnomu kongressu vizantinistov, Moscow 1991, 205-206, no Byzanz und Mittelalter, Wiesbaden 2002, 115-124, 121 ; idem, Beobachtungen zum Bildprogramm der Prothesis, ed. G. Koch, Byzantinische Malerei. BildprogrammeIkonographie -Stil, Wiesbaden 2000, 25-40. painting. 13 This confirms that the Imago Pietatis, as an image of Christ's sacrifice, was associated with the rite of prothesis from its first appearance. 14 Such an arrangement of frescoes of the Man of Sorrows and the lamenting Virgin on the walls of the church of St Demetrios is unique and will not occur again in Serbian and Byzantine art. This paper will analyze the place of the Man of Sorrows and the lamenting Virgin in the fresco program of the church, 15 looking at this distinctive spatial solution from the theological and liturgical standpoint.
The starting point for unraveling the conceptual complexity of this solution in the katholikon of Markov Manastir is the analysis of the fresco program of the naos and the sanctuary. The niche of the prothesis, the usual location for the Man of Sorrows in the churches of the Palaiologan period, shows the prothesis rite, which is performed by St. Peter of Alexandria and St. Stephen the Protodeacon over the dead body of Christ laid on a stone slab that evokes his tomb, under a ciborium, with a liturgical veil instead of the loincloth and the asterikos on his belly. 16 It seems therefore that the intention of the painter or the person who commissioned the frescoes was to choose for the niche of the prothesis a different form of Eucharist image, which, by virtue of its liturgical character, creates a whole with the rest of the program of the apse depicting the Great Entrance, with Christ the Archpriest celebrating the liturgy. 17 The Man of Sorrows and the lamenting Virgin are painted on the western wall of the naos below the scenes of Pilate's Court, which belongs to the Passion cycle. 18 If we bear in mind the fact that the offering of holy gifts in the prothesis marked a liturgical commemoration of the Passion of Christ and his death at Golgotha, then the new location of the fresco 306 ZRVI XLIX (2012) 303-331 13 B. Todi} expresses doubt that the photographs of the now gone frescoes from Savana in Georgia (c. 1200) actually show the Imago Pietatis, cf. B. Todi}, Novo tuma~enje programa i rasporeda fresaka u Mile{evi, eds. D. Medakovi} -C. Grozdanov, Na tragovima Vojislava J. Djuri}a, Beograd 2011, 55-68, 63 (for the same view see also T. Velmans -A. Alpago Novello, Miroir de l'invisible. Peintures murales et architecture de la Georgie, (VIe-XVe s.), Paris 1996, 166, n. 67) . 14 Although not yet firmly established at the time, the earliest examples from the 13th century show that their position in the church decoration can be recognized around the space of the prothesis. It is the case in Sopo}ani (c. 1272 Sopo}ani (c. -1276 , where this image is on the western wall of the prothesis, s. Djuri}, Sopo}ani, 153, fig. 16 . 15 Draginja Simi} Lazar has already been dealt with this problem in recent scholarly writing. The author suggested an explanation of the spatial context of the Man of Sorrows in Markov manastir in reference with the iconography program of the sanctuary and associated Eucharistic-sacrificial character. The author reached the conclusion that the Man of Sorrows corresponds with the Melismos depicted in the niche of prothesis, while the Virgin is directed toward the group of the archbishops in prayer, depicted in the niche of the diakonikon Kaleni}, 149, n. 295; eadem, Le Christ de Pitie vivant, 87. 16 C. Grozdanov, Iz ikonografije Markovog manastira, Zograf 11 (1980) It should be reiterated that the concept of a symbolic association between the Incarnation and Passion of Christ was established in Serbian art as early as the thirteenth century. Such an example can be found in the iconographic program of Studenica and Gradac, in which the scene of the Crucifixion is located on the western wall of the naos, opposite from the sanctuary and the Annunciation on the triumphal arch. 34 The relationship and conceptual link between the Annunciation and the Passion of Christ is founded in the Byzantine theological tradition, as well as the hymnography and homiletic literature which used the scholarly idiom of theological writings, of which many have been included in the Byzantine rite. In explaining the nature of Christ's suffering, the early church fathers drew on the New Testament to stress the importance of the Incarnation. 35 The Christological debate at the Council of Ephesus (431) about the two natures of Christ and the way in which they relate to one another was articulated in the themes of the Incarnation of Christ in the womb of Mary and Christ's suffering, his death and resurrection. The notion of the Virgin Mary as Theotokos was of crucial importance for understanding the Incarnation of the Logos. Finally, the accepted doctrine of Christ's nature was the one formulated in the Twelfth Anathema of Patriarch Cyril of Alexandria, "God has suffered in the flesh". At the same time, with the development of the cult of the Virgin Mary during the fifth century, the first hymnographic works also appeared reflecting the accepted theological doctrine. Thus, the lament of the Virgin Mary is an important literary form where the themes of the Annunciation and the Passion of Christ overlap. The earliest precisely dated Virgin's lament in Greek is the sixth-century kontakion for Holy Friday written by St. Romanos the Melode: Mary at the Foot of the Cross. 37 The dialogue between the Virgin and Christ, composed in a highly dramatic tone, occupies most of the kontakion. The refrain -o uioj kai eoj mou -repeated after each strophe, proclaims the Incarnation, acknowledging the humanity as well as the divinity of Christ. 38 In the third and concluding part of the lament, in strophe e, Jesus seeks to soothe his mother's grief by reminding her of the most joyful event in her past, the Annunciation. Repeating the Archangel Gabriel's words to her: rhma caraj (37, zÏ1), he reminds her of her distinctive role in the Incarnation: Ou gar prepei soi qrhnein, oti kecaritwmenh wnomasqhj (eÏ 2). 39 The hymn of Romanos the Melode has survived in its entirety in seven manuscripts. Even though later on only the introduction and the first verse were retained in the Holy Saturday service, this hymn powerfully influenced the Byzantine laments of the Virgin Mary. 40 The theology of the Incarnation played a prominent role in the literature of the Iconoclastic period. The iconophile authors considered the Passion of the Lord as the most important manifestation of the Incarnation, which served as the basis for the defense of the veneration of icons. 41 The sermons of George of Nikomedeia were very influential for the iconophile views in the ninth century. 42 This author addresses the question of the Passion of Christ and the role of the Vir-gin in the Mystery of the Incarnation in his Passion homilies. According to the Typikon of the Evergetes monastery, his homily on Good Friday 43 was to be read on Holy Friday Vespers. 44 The suffering present is contrasted with a past full of happiness denoting the commonplace in homiletic. 45 A recollection of the Incarnation is at the beginning of the Virgin's lament: Behold (Lord), your benign dispensation (of the incarnation) has taken its end (Idou ta thj filagaqou sou peraj apeilhfen oikonomiaj). 46 These homilies had a pivotal role in the development of the genre of the lament of Virgin Mary and a considerable influence on the visual arts and liturgy. 47 Hans Belting drew attention to the fact that probably the first mention of the "lamenting woman" is to be found in the poem of John Mauropous about a "weeping Mother of God" describing the Crucifixion scene. 48 The development of the iconography of the Lamenting Virgin is based upon the doctrine of the reality of the Incarnation. This idea was first expressed in hymns Aldershot 2011, 53-69, 54 . An account in the second Vita's lament corresponds closely to the present subject by contrasting past with present. Mary notes that 'although Christ preserved intact her virginity in his birth, his Passion has caused a sword to pierce her heart' This is an idea which George expresses by contrasting Mary's intact virginity with the nails that pierced her son's limbs, (Shoemaker, op. cit. 60; Maxim le Confesseur: Vie de la Vierge, 104-105 (Georgien) and 70-71 (French); George of Nicomedia, Homily 8, PG 10, CO. 1472B). 44 Pallas, Die Passion, 30, 56, 106. 45 George of Nicomedia, Oratio in sepulturam Jesu Christi, PG 100 , col. 1476A. 46 Idem, col 1488A-B. The same relation of antithesis between the Incarnation and the Virgin's lament at Christ's burial occurs in a prose lament which is generally attributed to the tenth-century writer Simeon Metaphrastes cf. Maguire, Art and Eloquence, 98. The Virgin's words are: "Even Gabriel's greeting turns out to be almost the contrary for me. For now it is not that the 'Lord is with me', as he promised me, but you (Lord) are wandering without breath among the dead in the innermost chambers of Hades." (Mikron proj tounantion moi periistatai kai o tou Gabrihl aspasmoj. Ou gar kai nun ¼o Kurioj met' emou½, kaqwj ekeinoj moi ephggeilato ¶ alla su men apnouj en nekroij kai vdou tameia foitv ta endotera (PG, 114, col. 209A). She also makes an antithetical allusion to the Annunciation later in the text: "…immaterial fire of divinity did not burn my womb; but now another fire feeds on all my insides, and injures me to the core of my heart. I received through the angel pledges of joy, and I took away all tears from the face of the earth, but now these tears are increased by my own tears." (Ablabwj men emicqh palai ta amikta, kai pur qeothtoj aulon, splagcnon emon ou kateflexen ¶ arti d' eteron pur ta entoj mou bosketai apanta, kai meshn thn kardian lumainetai. Caraj egguaj di' aggelou parelabon kai afeilomhn dakruon pan apo proswpou thj ghj plhn alla touto monon toij emoij piainetai dakrusin (PG, 114, For the hypothesis on the authorship of the tragedy the Suffering of Christ, see. Alexiou, The Lament of the Virgin, 122 (with further bibliography). In the introduction the Virgin recalls past events in a long monologue: "How could I not blare out my happiness when the messenger came to announce that I would be a mother, proclaiming redemption for the miserable race of mortal men and giving me a great reason for joy!" (Anhlalaxa pwj palai caraj upo / ot' hlqen euaggeloj aggelwn tokon / frazwn aluxin dusmenwn brotwn genei / kai ghqosunon carma moi ferwn mega; (cf. Gregoire de Nazianze, La Passion du Christ, tragedie, 133). The literary tradition of the Virgin's lament became part of not only canonical, but also of apocryphal texts. The Gospel of Nikodemos, known as the Acta Pilati provides important references, cf. 67 Antithetical pattern is used in the seventh ode in the motif of the Virgin recalling the Annunciation and her shattered hopes for the future: "Woe is me, Gabriel! Where are the good tidings; where is your greeting, 'Blessed'?" (Oimoi Gabrihl, pou ta euaggelia, pou mou to ¼caire», pou to ¼euloghmenh»); 68 (Gdq syne moi i Bo`e blagovqwenje drevnee, e`e mi Gavrjil# glagola{e, car* t* Syna i Boga vy{n*go narica{e). 69 The service of the Epitaphios Threnos at the Holy Saturday Matins assumed its final form in the first half of the fourteenth century. 70 Its characteristic feature is the lyrical treatment of the weeping mother's words. 71 The second stasis elaborates the theme of the Annunciation and Gabriel's promise: "Gabriel announced me this upon his descent: The Kingdom will be eternal, he said, of my Son, Jesus." 72 Sj} Gavril# mnq vozvqsti, eegda sletq, i`e carstvo vq~noe re~e, syna moeg… Jis+sa. 73 The final ode of the Holy Saturday Canon, 74 written by Kosmas of Maiouma, 75 also influenced the Lamentation iconography: "Do not weep for me mother, seeing in the tomb the son whom you conceived in your womb without seed; I shall rise again and be glorified and as God will I exalt unceasingly in glory those who glorify you in faith and desire". 76 The Serbian Pentekostaria also include the famous hymn (Ne ridai mene mati, zrewi vx grobq. ego`e vx rqvq besqmene za~ela esi sina). 77 The verses, considered to be the earliest instance of the dialogue between the dead Christ and his mother, 78 became influential for the iconography of the Man of Sorrows. 79
The conceptual link between Christ's Incarnation and death established in Markov Manastir was also established by way of various iconographic solutions on double-sided icons and diptychs, such as the double-sided icons of the Virgin Hodegetria 80 and the Man of Sorrows expressing a complex interrelationship between the Incarnation 81 and the Passion. 82 A programmatic conception of these icons can be interpreted in the light of the rhetorical device of antithesis. 83 The earliest known iconographic example of combining the Virgin Hodegetria and the Man of Sorrows is the twelfth-century double-sided icon from the Byzantine Museum at Kastoria. 84 According to Demetrios Pallas and Hans Belting, the creation of this iconographic formula was related to akolouthies, services of the Passion, which were included in monastic worship services in the eleventh century. 85 The notches at the bottom of the icon indicate its specific liturgical use during the already mentioned Good Friday service. The Byzantine Museum at Kastoria keeps 78 Tsironis, The Lament of the Virgin Mary, 138. 79 The verses took place as an inscription from the sixteenth century, cf. M. Markovi}, Prilog prou~avanju uticaja kanona Velike Subote na ikonografiju srednjovekovnog slikarstva, ZRVI 37 (1997) ': 3, 120, 128, 184, 185, 189, 190, 200, 202, 212, 213, 260 two more double-sided icons, one dating from the turn of fourteenth century, 86 and the other from the sixteenth century. 87 They too have notches at the bottom indicating their use in processions. The twelfth-century processional double-sided icon from Melnik, Bulgaria, also demonstrates a programmatic association between the Incarnation and Passion themes, but using different iconographic elements. 88 One side shows the Virgin Hodegetria with the Archangel Gabriel and the Virgin from the Annunciation depicted in the upper corners. The other side shows Passion scenes in an arrangement that lays emphasis on the Deposition and the Lamentation, which are surrounded with other twelve scenes from the Passion cycle. 89 The iconography arrangement of the fourteenth-century diptych from the Monastery of Saint Catherine on Sinai also lays emphasis on the interrelation of the Incarnation and Passion scenes. The left wing shows the Virgin Hodegetria, while the right wing depicts the Deposition. 90 Passion services inspired iconographic programs concerning the Virgin's lament at the death of her son. The highly venerated double-sided icon from De~ani 91 dating from the third quarter of the fourteenth century also demonstrates an iconographic conception with antithetical imagery. One side depicts the Virgin Pelagonitissa, 92 while the other shows an unusual iconography of the Lamentation theme. A gesture expressing the mother's tender sorrow and the frightened child anticipate Christ's future suffering. 93 The Lamentation of the Virgin on the obverse shows the mourning Virgin embracing her dead son in the company of a myrrh-bearer and St. John the Theologian. This iconography is close to the Deposition scene with its literary source recognized by Branislav Todi} in the fifth Ode of the Canon for the Good Friday Compline. 94 Shallow notches at the bottom of the icon indicate its liturgical use, either as a freestanding icon on proskynetaria 95 or carried in the procession of epitaphios on Good Friday. 96 Such a fairly rare iconographical combination of the Pelagonitissa and the Virgin's lament 97 might have been also inspired by the literary antithesis of the Virgin's laments, where the motifs of the embraces that Mary gave her son in his infancy and in his death are contrasted. 98 In dogmatic terms, motherhood and sorrows as human nature of the Theotokos confirm the human side of Christ's nature. 99 The motif of the embrace in the Lamentation scene, apart from its emotional significance, also had a theological explanation. From the Middle-Byzantine period, when it was introduced in iconography, this gesture was conceived of as demonstrating the reality of Christ's Incarnation. 100 Some of the most important dogmatic arguments re- 97 The double-sided icon from De~ani is the only example which combines Pelagonitissa with such an unusual iconography of the Virgin's lament, cf. Vojvodi}, Skit Uspenja Bogorodi~inog u Belaji, 94. 98 Kalavrezou, Maternal side of the Virgin, 43. The Annunciation and the Nativity were to be associated with the Crucifixion and Deposition from the Cross by both homilists and iconographers, a vivid juxtaposition being made between the Mother of God holding Christ first as an infant and then as a dead young man, the paschal lamb, cf. H. Maguire, Truth and Convention in Byzantine Works of Art, DOP 28, 1974, 113-140; idem, The Depiction of Sorrow, 162; idem, Art and Eloquence, 99-101;  idem, Byzantine Rhetoric, Latin Drama and the portrayal of the New Testament, ed. E. Jeffreys, Rhetoric in Byzantium: papers from the thirty-fifth Spring Symposium of Byzantine Studies, Exeter College, University of Oxford, March 2001 , Ashgate 2003 . The arrangement of the church decoration also confirms the prominence of the juxtapositions of Christ's infancy and death from the post-iconoclastic period. As an example the Cappadocian church Karanlik Killise may be cited, where the Nativity and the Crucifixion were placed in the centers of the south and north wall, cf. H. Yenipinar -S. Sahin, Paintings of the Dark Church, Istanbul 1998, 40-41, 76-77. 99 Tsironis, From Poetry to Liturgy, 95. lated to Christ's divine and human nature came from George of Nikomedeia. 1488A-B, "ÏIdou ta t''hj filagaqou sou peraj" Behold (Christ) Your benign dispensation (of the incarnation) has taken its end…For now you, the bestower of all breath, recline in bodily form, without breath…I am now holding and embracing the body without breath of the maker of the life of the universe, the controller of my own breath… I am now kissing the motionless and wounded limbs of him who cured the incurable wounds of nature…I am now embracing the voiceless mouth and silent lips of the maker of every natural power of speech…I am kissing the closed eyes of him who invented the operation of sight.' Cited after H. Maguire, The Iconography of Symeon with the Christ Child in Byzantine Art, DOP 34-35 (1980-81) 266, n. 42. rhmatwn) offers a close literary analogy with the depiction of the Pelagonitissa, in which the Virgin tenderly holds her infant and touches her cheek against his. 102 The Passion of Christ was an important theme in western art. The programmatic conception of some western examples was very similar to the Byzantine one, such as the Bohemian diptych of the Madonna and the Man of Sorrows from Karlsruhe, dating from 1360. 103 Its imagery suggests the same idea of contrasting the Virgin's maternal embrace of the Christ Child to the Dead Christ. The Virgin is of the Pelagonitissa type, which makes this example comparable in terms of iconography with those showing the Hodegetria type or the lamenting Virgin. The Imago Pietatis 104 was a subject of great importance in religious art and life in Kotor in the late fourteenth and fifteenth century. 105 The double-sided icon from the treasury of the cathedral church of St. Tryphon in Kotor is an example of relevance to our subject. 106 One side of the icon shows the Virgin and the Christ Child lying on her lap, while the other depicts the Imago Pietatis. Commissioned by the Fraternity of the Holy Cross in 1468, 107 its iconography reflects the religious beliefs of the Kotor flagellants and their empathy and identification with the suffering experienced by Christ (Imitatio Christi). 108 This combination of the Pieta and Adoratio symbolically represents two dogmatic concepts -Incarnation and Passion. 109 the Archangel who is bringing the Cross of the Passion. 118 Passion symbolism of the Hodegetria brings together the doctrinal concepts of Incarnation and Passion, while the presence of the Archangel Gabriel reinforces the association with the Annunciation and the Passion. 119 A group of post-Byzantine icons of the Virgin of the Passion with angels presenting the instruments of Passion also evokes the Annunciation. The very epithet Amoluntoj, which usually accompanies the Virgin, denotes her immaculate virginity, and the inscription in the painters' manuals relates to the Archangel Gabriel from the Annunciation: "The one who greeted the Blessed Virgin before, now displays symbols of passion; Jesus, who donned a human body, dreading death, grew afraid seeing the symbols of Passion." 120 The epigram on a fifteenth-century icon of the Virgin of the Passion reflects this tradition of juxtaposing the joy brought by the Archangel in the past to the suffering foreshadowed in the future. 121 A similar icon painted around the year 1500, now kept in the museum of Zakinthos, shows the identical epigram. 122 Another icon from the same museum, painted in the early sixteenth century, conveys a similar idea, applying a somewhat different iconographic solution. In its lower part, beneath the Virgin of the Passion, are three scenes from the Virgin's life: the Birth and the Presentation of Mary, and the scene of the Annunciation. 123 The programmatic conception of a double-sided icon from Russia, dated to the sixteenth century, is very similar to the Greek examples. 124 The icon is of mystical-didactic type for it associates the Parable of the Pharisee and the Tax Collector on one side with the Annunciation carrying the symbolism of the Passion on the other. 125 This latter scene depicts the Archangel Gabriel showing the Cross of the Passion to the standing Virgin holding in her arms the Child who turns his eyes away in fear. The accompanying inscription in the upper part of the icon is a dialogue between the Virgin and the Archangel Gabriel on the joy of the Annunciation, the prophecy of Simeon and the forthcoming suffering and death of Christ. 126 A seventeenth-century Georgian reliquary shows the continuity of the close association between the Annunciation and the dead Christ. 127 The reliquary has a two-wing silver lid engraved with the Annunciation scene. When open, the lid reveals a triptych showing a complex and unusual arrangement of images. The central removable panel is in fact a double-sided icon showing an Ecce Homo 128 and a Mandylion respectively. 129 The two side panels show the figures of twelve saints. This representation of Ecce Homo presents a peculiar interpretation of the theme because the way in which Christ is depicted refers to the iconography of the Man of Sorrows. 130 The association of the Man of Sorrows with reliquaries was not uncommon in Byzantine tradition. 131 The central panel of the well-known triptych reliquary preserved in the church of Santa Croce in Gerusalemme shows the Man of Sorrows. 132 The program and arrangement of scenes on the Georgian triptych drew inspiration from the liturgy and the church decoration. The Annunciation 133 evokes the mystery of the Incarnation, while the opening of the wings reveals the image of the humiliated Christ before crucifixion. At the same time, the central panel with the Mandylion along with the relics of the saints is exposed for veneration. The conception of the triptych reliquary suggests a certain liturgical function. 134 It exemplifies an original conception of the Incarnation and Passion that belonged to the realm of private devotion.
Albeit at first glance incongruent with one another and only loosely related to the issue discussed with regard to Markov Manastir, all the mentioned examples share the same underlying idea, within the framework of which Byzantine art produced diverse programmatic and iconographic solutions over time. In that sense, the different placement of the dead Christ and the lamenting Virgin in Markov Manastir appears to have been the result of a carefully worked-out conception that acknowledged the theological postulates of the doctrine of the Incarnation and Death and the relevant textual sources incorporated in the service of the Holy Passion. 135 
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Primary sources -Izvori nim ikonama i diptisima. Brojni primeri ostvaruju raznovrsnim ikonografskim i programskim re{ewima isto idejno na~elo -simboli~nu vezu Ovaplo}ewa i Smrti Hrista. Kao zakqu~ak mo`e se izneti pretpostavka da je promena mesta predstave umrlog Spasiteqa i Bogorodi~inog pla~a u Markovom manastiru izvedena promi{qeno, uz po{tovawe teolo{kih preduslova u~ewa o Ovaplo}ewu i Smrti Hrista i shodno odgovaraju}em tekstualnom nadahnu}u iz slu`be Svetih Strasti. 
